Amsden (2015) DOI: 10.14439/sjop.2015.0202.02 'I'm not really a clown': critical reflection on a Clown Cabaret Scratch Night DOI: 10.14439/sjop.2015.0202.02 guidance from experienced practitioners and 'essential live audience feedback', to bring practitioners together to build a community for collaboration and the chance to see each other's work, and finally to 'broaden the audience's expectation of clown ' (Licata and Feijóo, 2014, n.p.) Circus and event performer DeLighters (Jusztina Hermann), performed a skilled hula hooping display, with one aspect that disrupted the professionalism of the performance-she tried to keep hold of her handbag. At first this led to awkward poses during particular tricks, but then she dropped the bag and had to stretch to pick it up while attempting to continue the routine. Then the soundtrack that accompanied her act ran out, and she signalled to the technician to play the track again while she finished the routine. This cabaret was a chance to continue working with an idea that had been developed with Angela de Castro at the SURGE festival of street arts, physical theatre and circus, in 16 Amsden (2015 ) DOI: 10.14439/sjop.2015 Glasgow 2011.
Fringe. The purpose of the event was multiple: to give performers the opportunity to develop clown scenes with Amsden (2015) DOI: 10.14439/sjop.2015.0202.02 guidance from experienced practitioners and 'essential live audience feedback', to bring practitioners together to build a community for collaboration and the chance to see each other's work, and finally to 'broaden the audience's expectation of clown' (Licata and Feijóo, 2014, n.p.) . This specialist scratch night provides a snapshot of the genre as it emerges in Scotland. I will document the event from my perspective as a participant-observer, and provide critical reflection on the process and performance event. This experience was not practice-as-research, but rather an experiment with some ideas from my theoretical and practical exploration of clown at École Philippe Gaulier. I sought to experience the role of clown, which I define as 'playing with the intention of making the audience laugh' (Amsden, 2015, p.59) . I hoped to describe or even share my research in the context of a clown act, comically professing my non-adherence to the role while enacting some clowning skill. I also watched most of the other acts during performance or rehearsal, allowing me to conduct analysis of selected performances. Following the event, I conducted an interview with two of the organisers in which we reflected on the event and the genre as they understand it. I also contacted performers by email to ask for their own reflections on the event, some of whom provided written responses.
The organisers refer to the practice explored in the scratch nights as 'Theatre Clown', and elsewhere as 'Contemporary Clown'. Acts were selected for inclusion by producer/practitioners who are primarily concerned with a playful and responsive audience relationship, most visible when the clown makes the audience laugh and responds to this laughter. Such practice has been influenced by the teaching of Jacques Lecoq (1921 Lecoq ( -1999 Amsden (2015 ) DOI: 10.14439/sjop.2015 2014. Saras is a clown performer under the company name Circus and event performer DeLighters (Jusztina Hermann), performed a skilled hula hooping display, with one aspect that disrupted the professionalism of the performance-she tried to keep hold of her handbag. At first this led to awkward poses during particular tricks, but then she dropped the bag and had to stretch to pick it up while attempting to continue the routine. Then the soundtrack that accompanied her act ran out, and she signalled to the technician to play the track again while she finished the routine. This cabaret was a chance to continue working with an idea that had been developed with Angela de Castro at the SURGE festival of street arts, physical theatre and circus, in Glasgow 2011.
The Bare Hearts (Bec Phipps and Cat Somerville) also used this presentational mode, not creating a setting but acknowledging the fact they were on stage. They entered the stage as cleaners, but on noticing the audience performed a series of dances. This act used a similar premise to that of Jusztina, the dancing changed and there were mishaps with props, but still the dance continued. The performers were eight women and eight men, although one woman was in drag, wearing a moustache. In this context, clown is not the predominantly male practice described by Peacock (2009) . Five performers wore plastic red noses, while the remaining performers had their faces bare, and the colourful face paint associated with the American circus (Auguste) tradition did not appear.
Costumes varied between smart, tatty, and bright or surreal clothes. There was little reference to 'classic' clown acts (see Rémy, 1945; Towsen, 1976) , and very little slapstick, or comic violence (see Peacock, 2014) . Not all of the acts seemed to prioritise making the audience laugh, suggesting a possible shift from Gaulier's definition of successful clowning which does focus on the audience's laughter: 'the work of a clown is to make the audience burst out laughing' (Gaulier, 2007, 
Personal clowning
The organisers deliberately sought a diverse range of acts, stating in their call for participants:
If you have a short piece or an idea for a piece that you would like to develop-we would like to hear from you! With or without a red nose, the evening is open to your interpretation of Clown. Masks, slapstick, silence, movement, magic, juggling, circus, poetic clown, new vaudeville… No holds barred! Everything is welcome (Feijóo, 2014, n.p.) .
Nonetheless, the content of the event reflects a certain understanding of clown, primarily because a playful relationship with the audience was a definitive feature of the genre for the organisers. Tim, Melanie and Saras selected acts at several stages: application, audition and development, and at these stages they sought:
A certain kind of relationship with the audience, which can be very broad […] I think we wanted to open that out to see what other interpretations of clown might come in or might be brought in (Licata, 2014, n.p.) everyone has their own way to interpret clown, because we are different, and clown is […] from what we are, in some way, so that's where the diversity will be based, in my opinion (Feijóo, 2014, n.p 
.).
Performers also associated themselves with their material, and when asked how this event would influence them in future, individuals described a continually changing practice. Jusztina spoke of her clown as a persona who she had 'enjoyed developing and making friends with', as though the clown existed in some way independently of herself (Hermann, 2015 , n.p.). Aron described himself as 'the performer who walks on stage open to the reaction to the audience. As a clown performer, I hope this will always mean I change ' (de Casmaker, 2014, n.p.) . Similarly, Suzie answered that her clowning 'is changing and developing all the time. Just like I am' (Ferguson, 2014, n.p.) . Andrew told me that the slow, awkward feeling in his piece was his tactic to connect with the audience-'it was important for me that it was very closely linked to my real life, uncomfortably so'-so that this authentic discomfort could be shared honestly (Simpson, 2015, n.p 
.). Peacock (2009) describes a contemporary understanding of proximity between clown performance and the performer who devises it:
When a clown performs, the audience see the ideas and attitude of that individual conveyed by an adopted persona that has developed out of the individual's personality and which could never be adopted and lived in the same way by anyone else (p.14).
These practitioners in Scotland, in various ways, adhere to the notion of clown as inherently connected to the performer.
Clown practitioner, teacher and writer Jon Davison critiques a 'clown orthodoxy' that seeks sincerity, spontaneity and 'inner authenticity' (Davison, 2013, p.198) . He suggests that there is a common misunderstanding that the appearance of failure in clown acts necessarily means the act is spontaneous and the clown's performance is sincere or connected to the performers self. This criticism is based on the realisation that although clown students experience real failure in the clown classroom, failures in clown performance can be, and often are, acted.
We can accept […] failure in full view of an audience, who will see everything as long as the performer lets them. This creates an effect, for the audience and the performer, that something that is usually hidden is being revealed (2013, p.199 ).
This complex discussion was played out in the acts of the Clown Cabaret Scratch Night. Many mistakes in the skillbased acts were deliberately created for comic effect, as Amsden (2015 ) DOI: 10.14439/sjop.2015 were the awkward moments created by the presentations and the fictional mistakes depicted in the more dramatic acts. According to Davison's argument, it (Davison, 2013, p.131) . My quest to be taken seriously matched those tasks of other performers-it was a task destined to be undermined, and as such worked in the same way as Ronan's complex number theory lecture, Jusztina's hula hoop routine and Bec and Cat's dance. After deciding to use this humble attitude towards my research, I used the development day to identify actions or ideas that made the directors laugh and then found ways of repeating these and changing them. I explicitly played a game with the audience, explaining how the game worked and their role in it: I could take a step forward when 'they liked me', which I measured by smiles and laughter, but had to step back when they were unamused. In doing so I referred to Gaulier's term 'the flop', saying that I was there to discover 'what it's like when the audience don't laugh'. We watched each other, waiting. I heard that they were not laughing, and nodded '… Huh' as I stepped back. This game, which I learned with Gaulier, has also been developed by Davison, 
Fixity and flexibility
While the organisers sought performers who were responsive to the audience, we all presented sketches which were 'written' in the sense that we knew we would perform certain actions, words and/or narratives. By the end of my development session, Tim gave me some very specific direction concerning timing that I used in the performance.
It broke up my entrance into a series of distinct actions.
These were described, approximately as follows: 'You come in, nervous and excited. Then there's a beat. You move the flippers. Beat, then a smile'. In performance, there was a laugh during each 'beat' described above, and I believe the beats lasted longer than they had done in the technical rehearsal, because I did not do the next action until the laugh had subsided. The actual timing was not fixed, but the rhythm was, and this responsive skill appears to be a definitive element of clown practice according to this event.
During my development day, I was encouraged to slow down and give time for audience laughter, which was explained in terms of personal revelation with the phrase 'give us space to see you'. Melanie mentioned that this feedback had been relevant to other performers as well. However, following the show, the organisers agreed that in future they will give feedback to performers about something just as importantnoticing 'when you're losing the audience and when it's time to move on' (Licata, 2014, n.p.) . In future scratch nights the organisers intend to develop their 'curatorial' role, making sure to have development time with every participant, and being strict about timing on the night. Saras hopes that this will have an impact on the quality of the audience experience:
I think this structure helps you to deliver something that makes sense to the audience. Because otherwise it will be this 'oh yes I am a clown, I go on the stage I do everything that I want, because I'm a clown', but then you are wasting the time of the audience, and their energy (Feijóo, 2014, n.p.) .
With more responsibility to the other performers, and attention given to the audience's disapproval as well as their approval, the show would maintain its ambiguities yet be more coherent and enjoyable.
The other performers whose technical rehearsals I observed were able to detail the actions of their scene fairly specifically, but with some flexibility in timing. Lucy and Andrew planned to use audience volunteers, so in the technical rehearsal they were only able to estimate what Amsden (2015 ) DOI: 10.14439/sjop.2015 would happen but could still provide details of actions they planned to perform at some point. Licata described this phenomenon as 'a lovely paradox' in clown dramaturgy:
[i]n a sense, you need to know what you're doing, and it needs to be very free, and so there's this paradox of being kind of structured chaos, those two things are there (2014, n.p.).
This 'lovely paradox' is parallel to a closely related dichotomy, also discussed in the development day, between the clown being improvised or responsive and the structured, repeatable act. Tim also referred to this as a 'dance between technique and life', where a delicate balance must be struck between reliable performance skills (such as being audible, timing and structure) on one hand, and a genuine connection with the audience on the other (2014, n.p.). 
Conclusion
The clowns were smart, scruffy, masked, unmasked, clever, stupid, skilled, confident and awkward. Their acts were silent, spoken, fictional, presentational, funny and sad. In Though the event was curated by audition and the acts rehearsed to technical detail, the fact this event is called a scratch night means that all the material is framed as undergoing development. The value placed on responsiveness to the audience suggests that an element of unpredictability and willingness to experiment and improve acts is also prized in Scottish clown practice.
